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A R T I S T S A N D P A T R O N S 
Almost all the great artists of the past worked under 
patronage, whether their patrons were individual princes and 
merchants or institutions like the Church. It is only in fairly 
modern times that there has arisen the phenomenon of the lonely 
artist, making it on his own, without the benefits (or the 
constraints) of patronage. 
This development is probably linked to the changing view 
of the artist and his function in society. While artists were 
content to be mere recorders of the passing scene, skilled 
artisans who carved monuments and preserved likenesses for 
posterity, who gave form to contemporary beliefs and ideals, 
were naturally in great demand. But when they began to develop 
a more personal view of their Art, to see it as an expression 
of their own view of the world, it is not surprising that 
society began to feel that it should not be called upon to 
subsidise this self-indulgence. 
The utilitarian view of the artist and his craft dates 
back to primitive times, to the ancient Egyptians, for instance, 
who employed sculptors to make likenesses for their graves so 
that their souls could dwell in familiar surroundings. While 
the Mesopotamians did not have the same preoccupation with 
death, their kings were just as concerned to preserve their 
image beyond death. To ensure this, they commissioned great 
monuments to their victories in war, monuments which told of 
the tribes they had vanquished, the booty they had taken. 
The artists were instructed to present full picture-chronicles 
of their campaigns, glorifying the king's army and belitting 
his enemies. Already, art was used in the service of 
propaganda and sheer boasting. 
Though their skills were in demand, their trade was not 
always considered respectable. The artist in ancient Greece, 
for instance, was looked down upon as an inferior person, a 
mere tradesman not fit to move in the best circles. It was not 
till Athenian democracy reached its height that the artist came 
into his own, came to be recognised not just as one who executed 
orders but as one who could create great works. After Athens had 
defeated the Persian invasion, Pericles ordered that the 
destroyed temples and monuments be rebuilt in marble, with 
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a splendour previously unknown. The men he chose to supervise 
these works were the architect Iktinos and the sculptor Pheidias. 
He treated them as his equals, and under his sympathetic patronage, 
statues and temples were created that have been unrivalled for 
their harmonious beauty and simplicity. The Parthenon, dating 
from that period, remains the supreme example of classical art. 
The Greek artists also found another source of patronage 
in the sportsmen of their day. The Greeks took their sports 
very seriously and the victors were looked upon as specially 
favoured by the gods. It is little wonder that they commissioned 
the best artists of the day to perpetuate these signs of divine 
grace, and perhaps the best known of these conunemmorative statues 
is the Discus Thrower of Myron. 
Hhen the Romans began to build their empire on the ruins of 
the Hellenistic kingdoms, they became known for their achievements 
in civil engineering. Art became municipal in form and patronage 
but this did not detract from their magnificence. Their aqueducts, 
public baths and amphitheatres, even in their ruined form, make 
it difficult for us to forget the grandear that was Rome. At 
the same time that splendid architectural wonders like the 
Colosseum and the Parthenon were being built, the Emperors were 
commissioning more personal monuments. They employed sculptors 
to make their busts which were then exhibited for general 
veneration. It was the Christians' refusal to pay obeisance to 
these busts that led to their persecution. Surprisingly, even 
though these were commissioned works they were often quite 
uncomplimentary and through the honesty of the artists we are 
still able to judge something of the haughtiness, vanity and 
cruelty of their subjects. 
The Romans also revived the tradition of proclaiming 
military victories with sculptures. Trajan, for instance, 
commissioned a huge and intricately-carved column to commemmorate 
his wars in Dacia. 
The first Christian works of art had a purely evangelical 
purpose. Pictures were used to tell the Biblical stories and win 
converts. As the Church became a power in the State, its whole 
relationship to art was changed, and it began to look upon art 
as a concrete means to serve the greater glory of God. Huge 
basiifcilas were erected, one of the most famous being that 
commissioned by the mother of Emperor Constantine. Graven images 
were regarded as idolatrous, and the problem arose as to whether 
paintings were to be regarded likewise. It was not till the end 
of the sixth century that Pope Gregory the Great came out in 
favour°paintings. This was to have enormous significance for 
the history of Art and religion, for it was one of the main 
issues which led to the break-away of the Greek-speaking parts of 
the Roman Empire. The Byzantines, as they came to be known, 
allowed only sacred images that kept strictly to the ancient 
models. This made it difficult for their artists to develop 
their personal gifts. However, even with these limitations, 
they succeeded in achieving grandeur and majesty in the solemn 
mosaics which still dominate the interior of Byzantine churches. 
The structures against the making of images were even more 
rigorously enforced by the Mohammedans who at about this time 
began their conquests of Persia, Mesopotamia, Egypt, North 
Africa and Spain. But art cannot be so easily suppressed, 
and since images were not permitted by the religious authorities, 
the artists turned to patterns and forms. They created 
fantastic arabesques of subtle lacework and spun wonderful 
ornamentations using line and colour. The intricate decorations 
on the Alhambra and the magic patterns on Persian carpets both 
have their origin in these religious strictures. 
Religion also had its impact on the art of China. The 
Chinese were the first people to accord honour to their artists, 
regarding them as poets of the brush, able to inspire the 
noblest thoughts. Because the Buddhist religion placed the 
greatest importance on proper meditation, the painter's task 
was to create for themselves and their patrons pictures that 
would aid deep thought. Their paintings were like lines of 
poetry, producing forms and images in a few restrained brush-
strokes, which were then used for solitary contemplation. 
Returning to the western world, the period which followed 
the collapse of the Roman Empire was to become known as the 
Dark Ages. This was a time of migrations, wars and upheavals 
and it is not surprising that no coherent style is perceivable 
in the art of that period. However, the knowledge of the 
classical achievements in art was not entirely lost and the 
\ emperor Charlemagne, for instance, revived the tradition of 
Roman craftsmanship in the residence he commissioned in 
,Aix-la-Chapelle. Like him, the patrons of art during this time 
saw no merit in originality for its own sake, and pious donors 
who wanted to erect shrines supplied their artists not only with 
the materials needed but also examples from the venerable masters 
of the past. 
The Church was not the only patron of arts in mediaeval times. 
Artists were also employed by barons and feudal lords to decorate 
their castles. Most of these castles and their contents were 
destroyed by later invasions but the superb Bayeux Tapestry has 
come down to us as a marvellous example of these decorations, 
telling in lively detail the story of a campaign and victory. 
With the Norman Conquest in 1066 bishops and noblemen became 
the new feudal lords both in England and on the Continent. They 
asserted their power by founding abbeys and minsters. The Church 
became the focal point of village life and the building of 
minsters provided employment for large numbers of artists and 
craftsmen. They erected edifices to show the power of the 
Church Militant and these massive structures completely dominated 
the houses of the peasants. Theologians instructed the artists 
as to the message to be conveyed by every item in the Church 
so that the details in the candlesticks, the fonts, even the 
doorknobs all symbolic meaning. 
By the beginning of the thirteenth century the Church 
Militant had become the Church Triumphant. The great cathedrals 
of this period were conceived on a bold and magnificent scale 
to proclaim the glories of heaven. Notre Dame in Paris is 
perhaps the best known of these structures, a perfect arrangement 
of porches and windows, towers and galleries, stained glass and 
stone. In the statues that adorned this and other cathedrals, 
the patrons allowed the artists full scope to create figures that 
came to life with the result that these achieved a vigour and 
energy previously unknown. This was also true of the pictures 
in the manuscripts wlich painters were commissioned to illustrate. 
During this time, France was the richest and most important 
country in Europe, with the University of Paris the intellectual 
capital of the western world. It was some time before its 
influence penetrated to Italy but when it did, the Italian artists 
soon surpassed the French. Giotto, for instanced, married ' / 
r^the Byzantine tradition that was still strong in Italy to the 
new,influences from France to produce a new era in art. 
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Before his time, artists were still basically artisans who 
travelled from monastery to monastery, finding new patrons to 
give them new commissions. Now artists began to be recognised 
as uniquely gifted individuals whom patrons had to approach. 
The history of art from this point becomes increasingly the 
history of the Great Artists. 
Another change that took place in the 14th century was 
that churches were no longer the main preoccupation of the \ 
architects. Especially in Italy, where secular power was in I 
the ascendant, town halls, squares, bridges, colleges, palac^ 
and city gates had to be built. Princes and courtiers became 
important patrons of the arts and many of the finest public 
buildings such as the Palace of the Doges of Venice date from 
this period. 
The period of ReraLssance which followed was a heady time 
for artists. They were called upon to add to the beauty and 
glory of the Italian cities and with the freedom of thought ' 
and love of knowledge that characterised this period they w e r ^ 
able to achieve new directions in art, such as the discovery ,-6f 
perspective. Artists now studied science and nature to give^a 
new vigour and freshness to their work. Not content with drawing 
mere representations, they now wanted to portray nature and 
human forms with a lifelike accuracy. Their new discoveries 
excited both artists and patrons throughout Europe and much 
experimentation followed. 
An interest in portraiture was aroused and Jan van Eyck, a 
Belgian artist? who was much influenced by the Italians, is 
probably the first great portrait painter of the ages. Commissioned 
by a rich Italian merchant, his Betrothal of the Arnolfini comes 
down to us as fresh as the day it was painted, every detail 
photographic in its accuracy. 
Another development in the Renaissance was that quite 
ordinary people now began to take an interest in art, and a 
new type of patron came on the scene. In Florence and elsewhere, 
the wool-workers, the leather-makers and other tradesmen devoted 
part of their build funds to the foundation of churches, altars, 
chapels and, of course, to the building of guild halls. They 
thus made an importfcafc contribution to art. However, because 
they were essentially trade unionists they naturally favou;rkd 
others of their own kind and made it difficult for foreign artists 
i / /-
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and non-guild members to get work. This had an important bearing 
on the history of art because it led to the formation of many 
different schools of art with each town or city having its own 
school. Thus it is easy to identify the origins of 15th century 
paintings, whether they came from Florence or Siena, Nuremburg, 
Cologne or Vienna. 
The wealthy merchant families were also important patrons. 
The Medici of Florence, for instance, commissioned Benozzo Gozzoli 
to paint the walls of their private chapel while the merchants of 
Padua and Mantua gave their patronage to Andrea Mantegna and those 
of Arezzo and Urbino favoured Piero della Francesca. One of the 
most famous paintings of this period is undoubtedly The Birth of 
Venus. The artist, Sandro Botticelli, was commissioned to paint 
this for the villa of one of the Medicis, and its theme, taken 
from classical myth rather than Christian legend, is also one 
of the departures from tradition initiated by the Renaissance 
artists. 
An even greater period was to follow in Italian art. This was 
the time of Leonardo da Vinci, Raphael, Titian, Correggio and 
Giorgione. It would perhaps not be an exaggeration to say that 
the system of patronage was in part responsible for this 
efflorescence of genius. The cities which Vied with each other 
for the services of the greatest artists to beautify their buildings 
and bring them fame must have provided much incentive to the 
artists and stimulated competition amongst them. 
In addition to civic pride, there was the love of fame on 
the part of individual courts. By commissioning great buildings, 
tombs and frescoes, they could perpetuate their name. All this 
meant that the master artists could command their own terms 
instead of bowing to the whims and fancies of their patrons. 
Even a powerful patron like Pope Julius II was willing to 
subjugate his wishes to those of the artist whom^ he chose for 
1 the task of erecting a structure to outshine the known wonders 
.'of the world. In 1506, he decided to pull down the Basilica of 
j St* Peter and have it rebuilt anew. The man he chose was 
ADonato Bramante whose design was so grand that it swallowed up 
the funds of the Catholic Church. It was the Pope's decision to 
i \ 
sell indulgences to raise money for this project that precipitated 
the crisis which led to the Reformation. 
Leonardo da Vinci, perhaps the greatest artist of all time, 
did not always have a happy relationship with his patrons. He 
often failed to carry out or to complete his commissions and 
moved restlessly from Florence to Milan to Rome, giving his 
services to a variety of patrons who included Cesare Borgia and 
King Francis I of France. When he put his heart into his work, 
however, he was able to achieve masterpieces like his portrait of 
a Florentine lady commissioned by her uxorious husband - the 
portrait known universally as the Mona Lisa. 
Leonardo and his colleague, Michelangelo, were jointly 
honoured by the great city of Florence when it commissioned them 
to paint historic scenes on the wall of the Town Hall. However, 
these works were never completed. Pope Julius II called 
Michelangelo to Rome to erect a tomb that would be a worthy resting 
place for the overlord of Christendom. This, too, was destined . 
never to be built, but Pope Julius did prevail upon the artist 
to stay in Rome and paint a fresco in the Sistine Chapel. The 
result was the most famous ceiling the world has known. 
While Leonardo and Michelangelo often had difficulties with 
their patrons, their younger contemporary, Raphafcft, had such a 
sweet temperament that he was much favoured by influential patrons. 
He spent many happy years in the service of Julius II at the same 
time that Michelangelo was working in the Sistine Chapel and by 
the tim e he died at the age of 37 he had produced a variety of 
outstanding artistic achievements. 
Another contemporary painter, Titian, was making his name 
in Venice, and nothing better illustrates the reversed roles of 
artists and patrons than the fact that one of his patrons, 
Emperor Charles V, felt himself honoured to pick up a brush the 
artist had dropped. 
The Reformation which followed on the Renaissance brought 
about another crisis in art. The Protestants regarded pictures 
and statues as signs of Popish idolatry and the painters lost 
their best source of income, the painting of religious panels. 
The stricter Calvinists also forbade the decoration of houses so 
that artists were left with little more to do than to paint a 
few portraits and illustrate a few books. 
The great Hans Holbein had to leave Germany for the less 
sterile climate of England. Here he found a patron in Henry VIII 
who appointed him Court Painter^, It is to Holbein's royal portraits 
that we owe our detailed knowledge of the modes and fashions of 
that age. 
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The only Protestant country that survived the crisis of 
the Reformation was the Netherlands. The Dutch painters found 
a way out of their predicament by specialising in topics to which 
the Church could not ob3ect. The genre pictures of peasant life 
that Brueghel the Elder delighted in painting date from this period. 
Another "safe" branch of art was portraiture. Most of the 
Dutch burghers who rose to prominence as aldermen or burgomasters 
wanted their likenesses preserved with the insignia of office. 
Artists whose manner appealed to this public were assured of an 
income, small though it often was. Frans Hal, an outstanding 
portrait painter, made only a pittance from his magnificent 
portraits. 
A generation later in the same country, there occurred one 
of the most shameful chapters in the history of patronage. One 
of the greatest artists the world has never known, Rembrandt 
van Rijn, had the misfortune to be born in Protestant Holland. 
He met with early success as a portrait painter but the fickle 
tastes of the burghers and their parsimony did not ensure him an 
adequate living in later years. Because he valued truth and 
sincerity above artfulness, he was denied material rewards and 
he want to his grave, a pauper. There are critics who say 
that his personal tragedies and his lack of popular success 
contributed to the uncompromising integrity of his works. 
However, it would be difficult to believe that a decent income 
would have diminished Rembrant's vision and humanity. 
Certainly a contemporary of his, Peter Paul Rubens, seems to 
prove that when fortune smiles, art does not decline. Rubens 
came from the Catholic part of the Netherlands and could give free 
rein to his creativity. He found patrons in the Jesuits of 
Antwerp! the Catholic rulers of Flandersj King Charles XIII of France 
King Philip III of Spain, and King Charles I of England. It is to 
their credit that they did not interfere with the artist's 
execution of their commissions. The result was an array of 
portraits, allegorical studies and religious scenes, all painted 
with such boldness and realism that Rubens' name has become 
synonymous with vitality in art. His pupil, Van Dyck, achieved 
the same virtuosity and fame at the court of King Charles I. 
Velazquez, born in the same year as Van Dyck, had a similar 
successful career as court painter to Philip IV of Spain. In 
none of the three cases was artistic integrity compromised. 
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The Protestant control of Holland was also the cause of 
another significant development in art. As commissions became 
hard to obtain, artists began to paint their pictures before 
finding a buyer. Since this is the way most modern artists work 
we tend to forget that this was a major breakaway from the 
established tradition of the Middle Ages and the Renaissance. 
Individual patrons gave way to a new mass patron, the public. 
Artists began to peddle their wares themselves or relied on 
a middleman, the art dealer. 
Public taste, always essentially conservative, demanded no 
more of a painter than that he should repeat himself. Thus a 
man who had established himself as a skillful painter of still-
lifes would thereafter have to turn out still-lifes by the score 
to satisfy his buyers. This gave rise to the many excellent genre 
paintings for which the Dutch are renowned - the seascapes of 
Vlieger, the landscapes of Van Goyen and Ruisdael, the peasant 
pictures of Brueghel and Jan Steen, the photographic interiors of 
Vermeer and the still lifes of Willem Kalf. 
The Catholic Church remained a most important patron of the 
Arts in those countries where they held sway. In fact, the more 
the Protestants preached against outward show the more splendidly 
the Catholics built and decorated their churches. The high point 
of the Baroque was reached during this period when artists like 
Bernini, Gaulli and Tiepolo created their remarkable, almost 
theatrical, works. 
But the Catholic Church was not the only institution to use 
the power of art to overwhelm and impress. The kings and princes 
of Europe were equally anxious to display their might, to use their 
palaces as symbols of their vast power. The Palace of Versailles, 
commissioned by Louis XIV, is the supreme example of the magnificence 
that was aimed at. 
The Modern Age might be said to have begun with the French 
Revolution of 1789, an event winch caused a revaluation of thought 
in all branches of knowledge. In Art new directions were taken, 
led by such men as the Spanish Goya and the Englishman Blake. 
They asserted their independence of the past in the subject matter 
they chose and the styles they adopted. They despised the official 
art of the academics and their contemporaries found their work 
shocking. However, there were also masters among the despised 
academicians of whom Turner is the outstanding example. 
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The break with tradition brought a new freedom to the 
artists. Now they could choose to paint whatever they liked in 
whatever style they chose. And now artists had a new view of 
their work, a view not often understood or shared by their patrons. 
They felt that they would lose their self-respect by making 
concessions to the public taste, which was often uninspired. 
The rift between artists and public was further widened by the 
Industrial Revolution which gave rise to a new middle class 
which often lacked tradition. This Revolution also made possible 
the easy production of shoddy mass art. 
Artists began to see themselves as a race apart, and for 
the first time, art became a means of expressing their individuality 
rather than just their skill. The new patrons came now to 
exhibitions not just to see a display of pictures but to see 
the workings of an artistic conscience. The history of art 
becomes from this time on more and more the story of lonely men 
with the courage and persistence to think for themselves, fiear- 4 0 
forge their own personal and artistic values in the face of 
convention. 
This was the context in which occurred the most important 
revolution in 19th century art, a revolution which was to change 
man's whole way of perceiving the world around him. The French 
Impressionists threw away the artistic rules which assigned to 
every object a defined form, texture and colour. They said that 
if artists were to look at the objects and scenes which they 
were painting, instead of approaching them with preconceived ideas,, 
they would see that things did not possess rigid outlines and 
that sunlight caused colours and shapes to flow into each other, 
creating impressions rather than separate forms. Manet, Renoir, 
Monet, Pisarro, Degas - the great names of the Impressionist 
Movement - experimented boldly with colour to depict movement 
and light. But they and a few disciples seemed to be the only 
people who understood what they were trying to achieve. When 
they exhibited, the critics and the public turned up to laugh, 
calling them frauds and madmen. Never before was the gulf 
between artist and patron so wide, never before were artists 
to isolated. 
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The post-Impressionist generation that followed fared no 
better. Cezanne, van Gogh and Gauguin carried the new ideas 
to even greater extremes, sometimes distorting and exaggerating 
to obtain the effects they wanted. All three were desperately 
lonely men. Cezanne, having independent means, was able to retire 
into a life of seclusion to paint as he wished; Van Gogh 
committed suicide and Gauguin died in penury in self-imposed 
exile in the South Seas. 
The 20th century brought with it a great burst of experiment-
ation in art. Artists now had the freedom, previously unknown, 
to experiment with all kinds of ideas and all types of media. 
Many movements sprang up, among the more significant being 
expressionism, primitivism, surrealism, cubism, dadaism and 
Pop Art. Indeed, it looks as if the artist of today can get 
away with anything as long as it has novelty value. Modern 
patrons of art - public bodies, museums and galMvies-, big business, 
individual collectors - are not afraid of radical innovations. 
The danger here is that this new attitude can easily lead to 
the belief that all that matters in art is change and novelty. 
To demand that our artists be forever nonconformist is itself a 
constraint which limits their potential to develop in their own 
way. 
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But the subject I am most concerned with now is, as -5 
I said at the beginning, that of the Artist himself, ' 
how we are to make certain of his turning up. It 
would be more amusing than profitable to go into 
the economic status,of the Artist in past times, a c 
study that has not been sufficicndy worked out. At 
least notice that no, past age can jeer at us and go 
unscathed. Take literature. To each generation of the 
last century we can reply with John Clare and James 
Thomson and Francis Thompson. Ask those of the 
great age of letters, thexeighteenth century, what 
they did with Chatterton, who might have been the 
greatest of them all. Consider Michael Drayton, and 
a dozen* more of the Elizabethans. The truth is that 
no system has worked well for Jong. With painters 
I believe the guild system did for a time. The State 
in,Athens, founded, we are told, on popular good 
taste, out-rivalled the great courts of Syracuse and 
elsewhere. Our problems are different from theirs; 
our machinery cannot be so simple/Patronage is often 
loosely praised, held up to us as the golden age for 
artists: It is grossly over-estimated. Once or twice it 
has-worked: Italy will witness. And the conception 
of musicians, poets and painters, healthy and wealthy, 
crowding round a prince of perfect taste, perfect 
appearance, and immense generosity, is delightful. 
But who will honesdy hope our millionaires will fill 
their distinguished places? And it was an untrust-
worthy transient business. It only works with a small 
richVeourt of highly cultured people. Patronage, to 
be of great use, must endow the artist thoroughly. 
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The ordinary system of incomplete endowment and 
jobbery and such things as payment for dedications, 
was a ramshackle affair. You see it at work in Eliza-
bethan times, wheu most of the best writers lost all 
their shame (which doesn't much matter) and half 
their vitality (which does) in <jadging and touting. 
They were in continual poverty and debt, and 
driven to hackwork. Few dramatists could make as 
much as the equivalent of £200 a year. Jobbing 
was all right when it could be invoked and if it jobbed 
the man into a sinecure. Often, as with Spenser, it 
didn't. So we have lost half the Faery Queen (oh, 
I shouldn't care if we'd lost it all. It's the principle of 
the thing). It has been the same since. It is impossible 
to know how much more Milton and Marvell would 
have given us if they had had money enough to 
live on. If anything at all, the loss is enormous. 
If Dryden and Addison had not had to sell them-
selves to politics, our literature could only have 
gained. 
Only in a few cases and in a few kinds of literature 
have writers been able to make a living. Even lately 
and with the most popular this is true. Tennyson did 
not make enough to live on till he was middle-aged. 
He had to put off his marriage eleven years. Tom 
Hood, a great writer, both comic and serious, was, 
artistically, ruined by the continuous flood of jokes 
he had to pour forth all his life. And, in the waste 
of the past centuries, you must not only count the 
cases of starvation or over-production, nor even 
the artistic potentialities sown here and there in the 
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undistinguished mass of the people, which have 
perished unconscious\ in that blindest oblivion—the 
mute inglorious Miltons of the village and slum 
Beethovens—but also the many who have had the 
chance of an artist's career that would have produced 
good, and have not thought the risk worth while. 
Alfred Tennyson died, but was not born, the only 
poet in that family. J j 
And nowadays: it is worth considering what we 
do, or rather what Fate does, now, to enable artists 
to produce works of art. It is terrifying, when you 
examine the matter, to find how many of them 
live on unearned, presumably inherited, capital. As 
there are comparatively few people who can do this, 
a million or two, and as we are going to reduce the 
number, it is an alarming oudook. The only creative 
artistic profession you have much chance of making 
a living at, fairly soon, is that of a dramatist. I suppose 
it is almost inconceivable that a creative musician 
can live by composing till he has passed thirty ; few 
then. It is in the process of making a public that the 
modern artist has to have extraneous financial sup-
port or go under. (There are various ways of going 
under. Mr. Somerset Maugham and Mr. Hall Caine 
chose one way, the better. Rimbaud, who went 
East and was last heard of driving a caravan in 
Arabia,1 another. Chatterton a third.) The painter's 
only hope is to paint the portraits of the extremely 
rich and extremely undistinguished. It is not always 
1 Brooke is here at fault. Rimbaud, after travelling in Abyssinia, 
died in hospital at Marseilles. 
All the way down the long perspective^pf history 
it is impossible to conceive of a society without art, 
or of an art without social significance, until we come to 
the modern epoch. Sparta is sometimes given as an 
exception, but this view depends on a narrow interpretation 
of art: Xenophon regarded the Spartan cosmos as in itself 
a work of art. As for a tribe such as the Philistines, 
which by a strange chance has become identified with all 
that is insensitive and barbaric in society, it was 
probably as artistic as any other militant society of its 
time: it is said to have had a nice taste in feather 
head dresses. It should be noted that Matthew Arnold, 
who gave general currency to Philistinism as a term of 
contempt, meant by it inaccessibility to ideas, and not 
specifically a lack of aesthetic sensibility, though-he 
implied that only in so far as a society is permeated by 
ideas and vivified by them does it rise to the proper 
appreciation of art. My own inclination is to reverse 
the statement: only in so far as a society is rendered 
sensitive by the arts do ideas become accessible to it; 
We may next ask, how does it come about that modern 
societies have become insensitive to the arts. The 
hypothesis that at once suggests itself is that this 
fundamental change is, in some sense to be determined, a 
consequence of the sudden increase in the size of societies 
a development that accompanies the industrialization of 
a country. It has always been a matter for wonder that 
the greatest epochs of art - Athens in the seventh and 
sixth centuries B.C., Western Europe in the twelfth and 
thirteenth centuries, the city-states of Italy in the 
fourteenth and fifteenth centuries ="-are associated with 
communities that, in comparison with the typical modern 
State, were minuscule. We tend to ignore this fact, to 
regard it as irrelevant, and even to assume that the 
biggest and most powerful nations must naturally, in 
due course, produce the greatest art. It is a conclusion for 
which history offers no support. 
The most cursory consideration of the nature of the 
creative process in the arts will give us the explanation 
of this paradox. Whatever may be the nature of the 
relationship between art and society, the work of art 
itself is always the creation of an individual. It is 
true that there are arts, such as drama, the dance and 
ritual, that are complex by nature and depend on a group of 
individuals for their execution of presentation; never-
theless, the unity which gives force and singularity and 
effectiveness to any one example of these arts is the 
creative intuition of a particular dramatist, choreographer 
or architect. There are, of course, many examples 
of effective collaboration in the arts, but, to use one 
of Coleridge's neologisms, they are always 'aduhitive': 
"they consist of separate individual contributions joined 
together like 'a quarter of an orange, a quarter of an 
apple, and the like of a limon and a pomegranate' and 
made to look like 'one round diverse fruit'. Coleridge's 
metaphor is used to distinguish between the talents 
of Beaumont and Fletcher and the genius of Shakespeare. 
Similarly, I have yet to be convinced that any project 
realised by an 'architects co-operative', for example, 
can have the aesthetic value of a work conceived by an 
individual architect. Sentimental mediaevalists used to 
suggest that the Gothic cathedral was a communal creation, 
but this is to confus building and design: all that was 
significant and original in any particular Gothic 
cathedral was "the singular expression of a singular 
experience", and though architecture, if it is of any 
complexity, always involves the employment of subsidiary 
executants, builders and craftsmen, the aesthetic concept, 
that is to say the work conceived as an artistic unity, is 
always the product of an individual vision and 
sensibility. 
India's Mughal school of painting owed its existence 
to the munificent patronage of three outstanding emperors 
who were devoted to art. The development of the school, 
the direction it followed, the subjects it undertook, 
and the character it achieved were directly influenced 
by the personalities of these remarkable men: Akbar, 
his son Jahangir, and Jahangir's son Shah Jehan. 
The Mughals came from Ferghana and were descendants of 
Tamerlane and Genghis Khan. The founder of the dynasty, 
Babur, who sought new lands to settle in and so moved to 
the conquest of India, was familiar with the refinements 
of Persian art; later, his son Humayun, when driven from 
India by a minor aspirant, sought refuge in the Persian 
court of Shah Tahmasp, where miniature painting flourished. 
Here he dreamed of court painters of his own and brought 
two Persian artists, Abd al-Samad and Mir Sayyid Ali, to 
his subsequent refuge in Kabul where his young son Akbar 
studied drawing and painting with them. When Humayan 
returned in triumph to Delhi, the two Persians came with 
him. After his father's death Akbar increased the number 
of court painters; the majority of them, however, were 
not Persians, but Hindus. Akbar preferred their talents 
and his biographer reports that he remarked "the Hindus 
did not paint their subjects on the page of the imagination", 
that is, their paintings were close to nature. This 
judgment is confirmed by Tara-natha, the Tibetan historian 
who wrote in 1608 that Indian painters showed close 
adherence to natural appearances. However, Persian influence 
did not entirely vanish. Artists of the Mughal school had 
not only the earliest inspiration and the actual presence 
of Persian artists, but they had access also to the 
imperial library with its numerous albums full of Persian 
drawings and paintings. We can see minor Persian influences 
in the painting of a ceremonial gathering to witness the 
meeting of Jahangir and Prince Parviz. The Persian manner 
tended to flatness, a fondness for surface pattern, extreme 
elegance in line and decorative detail, and some freedom 
from symmetry in composition. Our illustration shows 
this Persian influence in the border of the painting with 
its Persian script, in the dominant Persian arabesque which 
runsstraight down the composition at the right of the scene, 
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in the flat design of the textile in which the emperor 
is dressed, in the carpet, and in the Persian formula 
of the cypress and the flowering trees beyond the wall. 
Distinctly not Persian is the formal balance of the 
picture, the absence of elegrance in the figures standing 
in stolid array, the very realistic portraiture; and in 
the little vista at the top we see how a feeling for form 
and atmosphere transforms the typical Persian mountain 
cluster in the landscape, and the flowers in the foreground 
from flat patterns to warm and visually realistic areas. 
Akbar was one of the world's great rulers and of a rare 
and remarkable character. While he was brought up a 
Moslem, as Emperor of India, a role he took with profound 
seriousness, he sought to bring his Hindu and Moslem 
subjects together. He married a Hindu princess. His 
dream was the creation of a philosophy which would 
reconcile Moslem, Hindu and Christian thought. But 
"divine worship in monarchs" he said, "consists in their 
justice and good administration". He welcomed Jesuit 
priests and on his walls and in his library were European 
paintings: Christian subjects, Dutch landscapes, and 
Flemish work. Mughal artists were quick to seize on the 
new aspects of these foreign pictures and to introduce 
landscape vistas, European perspective, and atmospheric 
effects, mist, twilight, or night light into their pictures. 
His artists were called upon to record history andlegend 
in pictures full of action and figures. Akbar Viewing a 
Wild Elephant Captured near Malwa from the Akbarnama, a 
history of the Emperor, is an admirable example of the work 
of his school. While there are many echoes of the Persian 
style in the elegant horse with its elaborately patterned 
saddle cloth and the curious rocks and shrubs, the elephants 
are not decorative but masterly in their depiction of 
form and action. Careful modelling brings out their massive 
bodies and their expressions show close observation of 
individual creatures. These qualities are^'not Persian, but 
Indian. The picture was painted by two artists, Lai and 
Sanwlah. Such collaboration was not unusual with Mughal 
artists, each man taking as his subject the one best 
suited to his talents. Jahangir later boasted that he 
could recognise the brush of each of his artists even when 
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they may have contributed but a small part to a picture. 
The Emperor was extremely interested in the work of his 
artists and saw that the means were at hand to improve 
the materials available to them; fine papers were 
imported or made, delicate brushes and expensive 
pigments were sought - lamp black, ground lapis lazuli, 
gold leaf, and powdered gold among them. The resulting 
excellence of craftsmanship and delicate perfection of 
textures and atmospheric efforts were admired by the 
Rajput princes who were often present in the palace. It 
became the fashion among them as it was the custom of the 
Mughals, especially in Jahangir's reign, to bring a train 
of painters along on their travels. 
Akbar's attitude toward painting, frowned on by orthodox 
Moslems, throws light on the devoted absorption of the 
Mughal painter to the essentials of his subject. "It 
always seems to me" he said, "that a painter has very 
special means of recognising God, for when he draws a 
living thing, and contemplates the thing in detail,' he is 
driven to thinking of God, Who creates the life which he 
cannot give his work, and learns to understand God better". 
The influence of his attitude which induced the artist 
to render with the utmost care and skill the outward 
appearance of the subject is most clearly seen in the 
paintings executed during Jahangir's reign. H e had a 
great reverence for his father, Akbar, and a passion for 
life; people, birds, animals, and flowers absorbed his 
attention. He demanded that his artists follow him 
everywhere to record the amazing wonders that met his 
eyes. No perfunctory stylised record satisfied him. As 
can be seen in our illustration of the sebra, the gentle 
eye, the position of the ears, the delicate hair of the 
mane and forelock, and the dark, soft muzzle are all 
carefully recorded. Jahangir was not equal to his father 
in wisdom, but his desire to continue his father's dream 
of bringing together the contributions of many lands is 
somewhat naively attempted in the marvellous painting which 
shows Jahangir seated on a jewelled hour-glass throne 
surrounded with a magnificent halo of sun and moon and 
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receiving under his imperial aegis a Moslem divine, a 
Moslem prince, a European delegate, and an artist. 
The hour-glass throne sits on a Renaissance carpet and 
scattered about the composition are the figures of small 
cherubs copied from European paintings. 
"The History of Far Eastern Art" by Sherman E. Lee 
Strangely enough, the political and social conditions of the 
Sung Dynasty in China, its decline and contraction, 
proved particularly appropriate conditions for the 
development of painting. It often seems to be true that 
great periods of artistic endeavour follow, rather than 
coexist, with periods of great political, economic, and 
military strength. One can think, for example, of 
Florence in the quattrocento, already suffering a decline 
from its great period of commercial enterprise in the 
fourteenth century; one can think of Holland in its 
golden age of art, already beginning to wane in the early 
seventeenth century with the waxing of English seapower. 
The glories of eighteenth-century Venice were products of 
a refined but decaying social order; conditions in 
France during the Impressionist and Post-Impressionist 
periods come to mind as well. One thing is certain: that 
one of the reasons for a great development of painting 
style is patronage, and patronage implies leisure. It 
is also self-evident that in the Sung Dynasty there was 
abundant patronage and abundant leisure. The sung emperors 
preferred to maintain the state by means of bribes to the 
barbarians on the outer borders of the empire, rather than 
by military operations of their own. The result was the 
ultimate decline and end of the dynasty before the 
onslaughts of the Tartars, and finally the Mongols. At 
the same time, the emperors had a great deal of time to 
spend on important things, such as painting, poetry, and 
concubines. The result was a marvellous period of 
painting, one in which ceramics reached heights that have 
perhaps never been reached before or since, and a period 
in which philosophy, especially Neo-Confucianism, was 
formulated, codified, and finally ossified. The Sung 
Dynasty produced the first really important academy of 
painting in the Far East. Other academies of one kind or 
another were to follow, but the academy formed by the 
painter-Emperor Hui Tsung was the prototype for any 
subsequent developments, and was perhaps the only really 
aesthetically effective academy the Far East ever had. 
"The History of Far Eastern Art" by Sherman E. Lee. 
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In considering the development of T'ang painting, 
V sculpture, and decorative arts, we must recall what 
was said of the T'ang Dynasty (A.D. 618-907) when we 
surveyed the Buddhist art of that period. Every aspect 
of history - all social, political, military, economic, 
and cultural factors - contributed to make the'T&ng 
Dynasty an international civilisation and the greatest 
period in Chinese political history. The empire ultimately 
reached its greatest extent, stretching from the Caspian 
Sea to the China Sea and from Korea to Annam, and trade 
flourished, especially with the Near East. Many stimuli 
so important to the social organism - printing, the 
establishment of literacy, and the examination system -
were developed, even further than they had been under the 
Han Dynasty, toward that complex and central position they 
later occupied in Chinese civilisation. The first task 
of the new dynasty was to reduce the dispersal of powers 
characteristic of the Six Dynasties Period to order under 
centralised control. This was accomplished within the 
first years of the regime. The combination of these 
factors produced an especially rich environment for the 
rapid development of literature and the arts. The atmosphere, 
open to new ideas and eager for contacts with the outside 
world, was tolerant, and it welcomed the seven religions of 
the then-known world. Buddhists, Hindus, Mohammedans, 
Christians, Zoroastrians, Manicheans, and Jews were 
free to observe their rites, even to establish communities 
in the capital, Chang-An. It was an extra-ordinary 
achievement, even if it lasted only through the early 
decades of the dynasty. 
In the arts the T'ang style as seen in Buddhist sculpture 
mirrored the power and culture of the empire. Sculpture 
was amply proportioned and fully three-dimensional. The 
same is true of painting and was already discernible in the 
monumental tendencies of Chang Seng-yu. More than this, 
the confident spirit of this time permitted the artist to 
observe the world around him with fewer strictures of 
custom and tradition. The resulting realism in painting 
and sculpture is marked, and the artist was able to command 
the technical means to record his observations in sketches 
to be translated into either schematic or idealised forms. 
Much attention must have been given to the problems of 
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painting, since the considerable literature on the subject 
uses specific terms and accurate analyses of Chinese 
style as well as exotic ones, particularly the Indian 
shading techniques transmitted through Central Asia. 
"The History of Far Eastern Art" by Sherman E. Lee 
